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As soon as the compositions of Claude Debussy first 
became known, and a little later when the works of aurice 
Ravel appeared, the problem of accounting for their strange 
progressions puzzled musici ~ns. In the conventional harmonic 
system, chords were interdependent, each being t he lo~ic al 
resolution of the chord before it and pointing the way to the 
chord following . Analysis according to this system falls 
down when one tries to fit the free idioms of Debussy and 
avel into t he patterns of its requirements. Try as we may, 
we can find no genuine key center in many a passage of this 
l 
newer music because of the frequency an abruptness with 
I which chords forei~n to the scale of the . key succeed one 
I anothe r. Ot her "chords" are forme d fro m combinations of tones 
impossible under t h e old harmonic system and under the current 
view of tonality. 
At first, attempts to explain the styles of these 
composers included lon~ searches for new chords. Gradually, 
hovever , analysts came to see that most of these "chords" were 
in reality t he old chords, combined with ea ch other in unortho-
dox fashion by many new principles of combination, but usually 
according to constantly recurrin~ formulas. They came to see 
also that other devices accounted for the strange progressions 
1· The music of Ravel and Debussy is "new" only as compared 
with the music which went before. Speaking of Debussy, Oscar 
Thompson says, "As an innovator he has been overtaken and left 
behind by neoterics b ent on invalidating the old tonal sys~em 
entirely. 11 Oscar Thompson: D_ebus s y , Man and Artist (1937), p .1 ~. 
li ---
1. 
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from key to key. It is in terms of these formulas and devices 
that the present analysis of the compositions of Debussy and 
Ravel has been made . The discussion will be limited to t he se 
newer idioms . 
The piano works of these composers reveal their 
harmonic devices and may be taken to be representative of t heir 
works as a whole. Accordingly this thesis is ba sed on an anal-
ysis of an all but comprehensive list of their compositions 
for piano. 
2. 
Chapter I 
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bass , b tt t he ir use is particularly characteristic of t he 
style o f ~ebussy and he uses t hem ith gr eat freedom. . e n 
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Consecutive perfect fifths and octaves are often combined 
both b y Debussy and by Ravel. This exa mple from Ravel con-
tains several combinations of consecutive fifths and octaves. 
Le Gibet (Gaspard 
de la Nuit', measure 3. 
Although so many combinations are somewhat unusual, the 
s i npler combin 9tion of a chord made up of a .perfect fifth 
and an octave is nearly as common as the perfect fifths and 
octaves separately. 
2a. Other successions of equal structures ap-
pealed to Debussy as strongly as consecutive fifths and 
octaves. It is only gradually, however, that he came to 
1 
use them extensively . In the Mazurka (1891) -no equal 
structures are used. In his earlier works one finds intervals 
used in this way - such as the perfect fourths in the Menuet 
/ from the Suite Bergamasgue (1890-1905). In the Prelude from 
Pour le Piano (1896-1901), we find minor triads and augmente~ 
triads in parallel motion. Major triads are found in La 
Soir~e dans Grenade from Estampes (1903). The Sarabande 
1. All dates of Debussy's compositions are as given by 
L on Vallas, Claude Debussy et son Temps (1932). Works 
composed before 1891 have not been considered. 
from Pour le Piano, the Passepied from tne Suite Bersamasgue, 
and La Soir~e Dans Grenade each include dominant sevenths 
used in parallel motion, although in the Sarabande the 
chords are incomplete. These exa~ples are very nearly a 
compl ete list of the equal structures used up to the time 
of the first volume of I mages .(1905). From the time of 
Images, however, Debussy enlarges his vocabulary to include 
more complicated combinations. He uses these combinations, 
as well as the simpler ones, with much ~;reater freauency 
and maRes them more prominent than before . For instance 
we have the seventh chords with minor and diminished 
sevenths in Mouvement, from the Images ~ 
Mouvement (Images), 
Measure 67. 
'\ In Cloches a Travers les Feuilles from the second volume of 
Ima~es (1907), we have in the treble the familiar major triads 
in sixth position, but they are in t e form of arpeggios and 
stretch nearly two octaves, a more daring treatment than in 
Debussy's early works. 
Cloches ~ Travers les 
Feuilles( Images), 
Measures 20-21. 
6. 
In the Preludes (first volume, 1910; second volume, 1910-
1913) eaual structures beco .ne still more numerous and are 
used in more combinations . Some chord formations whlch have 
not a ppeared before are major triads in s ix-four position 
with added seconds, in Feuilles Mertes; dominant sevenths in 
four-three position with added seconds, in La Puerta del 
Vino; triads wit h perfect and augmented fifths, and dominant 
sevenths with added major sixths, in Les Fees Sont d'Exauises 
Danseuses; chords made up of augmented fourths and major 
sevenths, in Ondine;and chords built in fourths and fifths, 
in La cathedrale Engloutie. 
La Cathedrale Englou tie 
(Preludes), Measures 14-15. 
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/ Most of these are from the second volume of the Preludes. 
It must not be thought that intervals or conventional triads 
are being neglected. They a ppear more frequently in the 
/ Images and Preludes than the unusual combinations just 
mentioned. The following two measure from Voiles are an 
example of the very common major thirds . 
7. 
Voiles (Pr~ludes}, 
Measures 1-2. 
*rhese intervals , thou~h ritt ~ s 
fourt s, are enharrnonicallyrr:ajor t h 
Minor thirds and perfect fourths are also commonly found , and 
minor seconds appear in Feux d'Artifice. Major and minor 
triads are frequent, with augmented and diminished triads 
somewhat less so. In La Terrasse des Audiences du Clair de 
Lune appear major triads spanning four and one half octaves. 
La Terrasse des 
Audiences du Clair 
deLune (Pr~ludes), 
Measures 26-27. 
" ' The Children's Corner (1906-1908) and La Boite a Joujoux 
(1913) do not illustra te the tendency toward more complicated 
equal structures, but since they are both primarily for 
children tnis is not especially significant. good number 
o~ equal structures are to be found in them, however, par-
A ' ticularly in La Bolte a Joujoux. Intervals, triads, dominant 
sevenths and ninths, some with added notes, appear in the 
- - - -~======~~================ 
8. 
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Six pigraphes Antiaues, and minor triads are found in the 
Berceuse Heroiaue pour Rendre Hommage h S.M. Albert Ier 
et ~ Ses Soldats. Both of t hese were written in 1914, four 
years before Debus sy' s . dea t h . That he did not abandon equal 
structures in his piano works is shown by these examples 
from En Blanc et Noir (1915), his last piano composition. 
En Blanc et Noir ( 
No. I, Measures 3-4. ( 
No. II. Measures 1-4. 
Jv ( 
\J ......... 
j '· 
I~ \) -+-· 
~ ~ 
-
tr-
_...I 
---.! 
L 
. ---::: 
~-t-T 
Af" ,I { 
-....J 
""' 
p..~t-L. 
., 
-
.... .... 
l:tt+ , ~ 
-L... 
Ravel's use of eoual structures is less extensive 
than Debussy's, but they are a part of his technique. One 
may find intervals, triads, and seventh and ninth chords. 
1 
In Valse III from the Valses Nobles et Sentimentales (1911)~ 
major seconds apoear. 
1. All dates of Ravel's compositions are from Grove's 
Dictionary of Music and Musicians , 1935 edition, p. 331. 
g. 
Valse III 
(Valses Nobles et Sentimentales), 
Measures· .,_~""2, 
In Ondine, from Gaspard de la Nuit (1908), diminished 
seventh chords appear in aroeggio form. 
Ondine 
{Gaspard de 
la uit), 
Measure 89. 
Ravel makes extensive use of major thirds in Les ~ntretiens 
de la Belle et la Bete, from Ma M~re l'Oye (1908) • 
Les Entretiens de 
Belle et la Bete 
{ Ma M~re 1 1 Oye) , 
~ ~ "' .... - 71-7 J 
;If 0 . ------ 0 " ~~~-
ry rt : 1 ~o per ec t fourths th~r eh ussy , he uses t hem 
l i e r a lly . 
Equal intervals are found in his compositions more frequent-
ly than equal chords . 
2 By far the greatest number of equal structures 
10. 
'I 
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used by Debussy and Ravel are repeated according to a 
melodic pattern, rather than according to any sort of scale 
pattern. Examples from Debussy were found in almost all the 
music considered. In all periods of composition Debussy and 
Ravel used the melodic pattern with far greater regularity 
t han the scale pattern . Most of t he examples which were used 
on pa~es 3-10 are illustrations of the melodic patterns used 
by these composers. 
2b(2). On occasion, however, the two men made use 
of more regular patterns. There are a few passage s where 
equal structures ascend or descend by the whole-tone scale. 
The str uctures used, however, a re not necessarily whole-tone 
structures--for example, the perfect fifths in Debussy's La 
Terrasse des Audiences au Clair de Lune, and t h e major triads 
in the third movement of Ravel's Sonatin~ (1905). 
Sonatine; 
Third Movement, 
measure 54. 
In some of Debussy's music, however, whole-tone structures 
are used in this way. 
11. 
' Cloc es a Travers 
les Feuilles 
\Images), Measure 5. 
--~ ~---
The c~ro matic scale is a chain upon which equal 
structures were strung more often. Debussy's use of t his 
scale begins as late as 1910 with t he Preludes. In the 
first volume appear three pieces wh ich contain triads 
repeated according to the chro matic scale pattern. The 
second volume includes five pieces in which the c hro ~atic 
scale is used with triads, dominant seventh chords and 
major and minor thirds . 
La Puerta del Vino 
(Preludes) , Measures 33- 34. 
1"1 \ In La Bo i te a Jou,loux appear many and varied examples, such 
as the following: 
12. 
I 
I 
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,..... .... 
La Boite a Joujoux, 
third tableau, 
Measures 85=36. 
Second tableau, 
Measures 207-208. 
I ·• When we come to the Berceuse Heroique , we find no chromatic 
r 
scale patterns , but they reappear in the Six Epigraohes 
Antigues and in En Blanc et Noir. 
En Blanc et ~oir,No . I, 
Measures 3-4. 
14. 
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Ravel's use of the chromatic scale patter n is some-
rhat more sparing , though it was e rn loyed by h i m during t e 
years 1905-1 11, when he composed most of his works for piano . 
It appe ars in Alborada del Gracio so from iroirs, used with 
chords consisting of augmented fourths and perfect octaves; in 
the third movement of Sonatine, with chords cons1 ting of aug-
mented fourths and minor sevenths; and in Valse VII from the 
Valses Nobles et Sentimentales, with augmented triads. 
Sonatina; 
Third Movement, 
measures 12-13. 
The structure most often used by Ravel with the chromatic scale 
!pattern is the major third. In Scarbo from Gaspard de la uib 
major thirds follow a descending pattern, as they do also in 
Le Gibet and Valse V. 
Valse V (Valses Nobles 
et Sentimentales), 
measures 9-11. 
r .,. -tk.. 
c 
1) 
( 
\ l 1 \ 
I I 
~· 
I I 1 I r 1 1 1 
- .. 
I 'I r, 1 r Jt 
i"" 
In Le Gibet major thirds following a chromatic scale pattern 
are combined with rna or thirds following a melodic pattern. 
Le Gibet (Gaspard de 
la Nui t) , measure 21. 
" 
\J 
.. 
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2b(3). Another method, used rarely by Debussy and 
not at all in those of Ravel's compositions which have been 
1 studied, was to repeat equal structures at intervals of a 
third. Usually the progression is an ascending one a.nd proceeds 
at intervals of a minor third . Minor thirds, dominant ninth 
chords, major triads, chords consisting of major seconds and 
augmented fifths, and incomplete seventh chords are used in 
these progressions by thirds. They appear in Debussy's 
/ " ' Preludes, Images and in La Bolte ~ Joujoux. In his earliest 
period they are omitted. An example from Images follows: 
Et la Lune Descend Sur le Temple 
Qui Fut (Images), measure 19. 
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3a. Unlike successions of equal structures, repeti-
tion of similar but unequal structures is a very prominent 
characteristic of the work of Debussy and Ravel at all periods. 
No other device is applied so frequently. Naturally, since 
the structures are not equal, a large number of combinations 
1 is possible. 
II / In the Prelude from Pour le Piano Debussy used com-
binations of major and minor chords of the sixth, major and 
minor thirds, and major, minor and augmented triads in root 
!position. This early composition is prophetic of those to come, 
in that it contains progressions of similar structures appearing 
I frequently in the later cornu tiona. In Debussy's music 
It 
I' 
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1 successions of thirds extend to a greater length than is usual 
in the works of the older composers, and the combination of 
major and minor thirds is the most persistently recurring figure 
in the music of Debussy. The following example illustrates its 
/ 
use in a compo s ition later than t h e Prelude. 
Poi ssons d 1 0r (Images), 
measures 3='b. 
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The combination of major and minor triads, sometimes with the 
addition of diminished or augmented triads, is only a little 
less frequent than the combination of major and minor thirds. 
The triads appear in root position and in their first and second 
inversions, and in combinations of the three positions. The 
following three passages illustrate the use of triads in each 
one of the positions. 
General Lavine 
(Preludes), 
measures 64 and 65. 
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/ La Soiree dans Grena 
TEstampes), measure 
1~ouvement (Images), 
measures 98 and 99. 
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Another example from Images illustrates the use of root posi-
tion and the second inversion in combination •• 
Et la Lune Descend 
sur le Temple Qui Fut, 
(Images), measures---
24 and 25. 
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As was the case with equal structures, similar structures show 
I 
! 
I 
a tendency to become more complex in the later works of Debussy . 
This tendency is revealed in progressions of similar triads 
especially by the addition of notes. / Thus in Les Fees Sont 
I d'Exauises Danseuses from the Preludes we have figured triads, 
some containing augmented and perfect fifths and some contain-
ing diminished and perfect fifths. In La Danae de Puck , also 
I from the Preludes, e have figured triads, with appoggiatyras 
and · added seconds. 
La Danse de PucK 
TPr~ludes), 
measure 44. 
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Unlike equal structures, similar triads assume no more prom-
inent position in Debussy's later works than in his earlier 
ones; they are prominent in all his compositions. 
As we have said, major and minor thirds are the 
most common similar structures found in the compositions of 
--1 
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Debussy. Other combinations of intervals appear fairly often, 
ho •ever. Diminished and perfect fifths appear in the Menuet 
from t h e Suite Bergamasgue, and similar combinations of fifths 
are found in Golliwogg's Cake Walk from Children's Corner, Le 
/ 
Vent dans la Plaine from Preludes, in Pour l' Egyptienne from 
/ Six Epigraphes Antiques, and in other compositions. An example 
from the Preludes f ollows. 
JJTJ J I' rrufJ rn J r J JJTJTI 
Le Vent dans la 
Plaine (PrelUdes), 
measures 23 
and 24. 
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Sixths are used very rarely, except as they appear as part of 
progressions of similar chords. One of the few instances when 
I the sixths alone progress in similar motion is one from the 
1 N.enuet. 
Menuet (Suite Bergamasgue), 
measures 60 and 61. 
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In marked contrast t o the frequency with which major 11 
seconds ( 1. e. equal seconds) are found, combinations of major, lj 
!minor or augmented seconds do not appear, except as they may be 
part of a series of chords. Combinations of sevenths are also II 
missing, a s are combinations of fourths. Fourths combined with 
lthirds or fifths, however, are f a irly frequent. The combination 
19. 
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of perfect fourths and fifths is featured in Pagodes. 
Pagodas (Estampes), 
measure 27. 
It appears also in Serenade of t h e Doll from the Children's 
Corner and in La Serenade Interrompue from the Preludes, with 
the addition of diminished fifths in t h e latter composition. 
The combination Yith thirds is found in La Fille aux Cheveux de 
/ ~ Lin from the Preludes, in Pour Invoguer Pan from the Six Epi-
' graphes Antiques, and in Cloches ~ travers lea Feuilles from 
Images. In Cloches ~ travers les Feuilles the perfect fourths 
and major thirds are used extensively, appearing in broken u J it - J. if-t~AUJbaml form. \. Cloches a travers lea Feuilles (Images): measure 24: 
The pos ibilities which lie i n successions of 
' seventh and ninth chords have by no means been neglected by 
Debussy. The list of combinations which may be made with these 
chords is, of course, much longer than the list of possibilities 
with triads or intervals. A series of major and minor se·venths 
in the third inversion appears as early as the Sarabande from 
Pour le Piano, and sevenths in root position appear in another 
passage from the same composition. These progressions of sev-
enths are not numerous, however, until the Images, and they 
appear even more often in the Preludes. ' Cloches a travers lea 
--- -======~======================~~-
Feuilles and Poissons d'Or are two compositions from Images in 
which similar sevenths and ninths are repeated. In the first 
of these dominant sevenths and secondary sevenths in various 
positions succeed one another. 
' Cloches a travers les 
Feuillee-(Images),---
measure 35. 
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In the second, the tendency toward more complex similar struc-
tures in the later works appears, just as it did in the case 
of the triads. Here seventh chords 1ith added sixths are us ed~ 
In another passage appears a combination of dominant ninth 
chords, a leading-tone seventh in root position, dominant sev-
enths with added sixths, and unaltered dominant sevenths in 
various positions. Part of this passage follows: 
Poissons d'Or 
(Images), measures 
40 and 41. ~ 
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1Nhen we come to the Preludes, we find in La Terrasee des Audi-
ences du Clair de Lune progressions consisting of diminished 
seventh and dominant seventh chorda in the first inversion. 
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La Terrasse des Audiences I 
du Clair de Lune (Preludes), 
measure 1-.-
Dominant sevenths alone, in the first and second inversions, 
appear in one passage from Lee Sons et lee Parfums Tournent 
dans l'Air du Soir. 
Les Sons et les Parfums 
TO'Urnent dans l'Air du 
Soir (PrelUdes), --
measures 3 and 4. 
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A passage in Ce ~ Vu le Vent d'Ouest contains sevent h chords 
with augmented fifths. 
Ce 9.!:!~ Vu 1~ Vent 
~Ouest ~reludeSJ, 
measure 22. 
In Ondine ninth chords with added 
Ondine (Preludes), measures 49 and 50. 
another. 
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22. 
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Sometimes the seventh chords are incomplete, as in this example 
I •• from the Berceuse Heroigue. 
/ ~ ' Berceuse Heroigue ~ ~· M·Albert 
Ier de Belgigue et ~ ~ 
Soldats, measures 13 and 14. 
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The foregoing illustrations are representative of the types of 
progressions using similar sevenths and ninths which are to be 
found in the compositions of Debussy. 
In addition to these more usual chords, Debussy on 
occasion used rare combinations of intervals in similar motion. 
Sometimes he wrote a series of chords consisting of a perfect 
fourth or fifth and an octave, as in this example. 
--~ ~ 
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Reflets dans l'Eau 
(Images), measure 16. ( " 
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In a few cases we find chords made up of fourths 
Voiles (Preludes), 
measures 43 and 44. 
, 
!;;- 1;1-
__,J 
In one composition a series of perfect fifths with added 
fourths, perfect and augmented, is found. 
Et la Lune Descend 
sur le Teiiiple Qui Fut 
Timages), measure 49 . 
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One instance in which scales are used as similar 
structures appears in La Danse de Puck from the Preludes; 
at the end of this composition is a scale passage consisting 
of the first five tones of the scale of A~ major, followed by 
the first five in E major and the first five in c minor. 1 
One's first impression of Ravel's music is tha t he I 
used few progressions made up of similar structures. On furth er 
study it becomes apparent that he used nearly as many as Debussy!. 
The erroneous impression may be accounted for partly by the dif-
ference in the structures but also in large measure by the 
!1 subtlety with which Ravel blended them with the music as a 
whole . Debussy used them boldly, for their own aake, as in the 
illustration above. In Ravel's music these pro gressions are 
more often subordinated. Sometimes t hey seem to be the result 
of influence or attraction, as in this very simple example from 
the Menuet sur 1~ Nom de Haydn. 
Uenuet sur le Nom de Haydn, 
measures-4 and 5. 
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It will be readily seen that in measure 5 the b's in the 
23. 
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soprano are merely the resolutions of the c ~ appoggiaturas. If 
the d's and rfr's had been held over the fundamental harmony of 
the measure would have been still complete. But instead we have 
e and ~' as part of a second seventh chord seemingly as a 
result of the influence of the first seventh chord. A progres-
sion like this is more firmly bound together than the one in 
Et la Lune Descend ~ le Temple Qui Fut, and these chords 
stand out less prominently as similar structures. Of course 
these are somewhat extreme examples, and contrary instances may 
be found in the works of both composers, but these examples 
illustrate the general trend of the work of each composer and 
partly explain the difference in feeling which exists bet een 
the similar structures written by Ravel and Debussy. 
Another habit peculiar to Ravel is that of using 
similar structures in contrary motion to other progressions. 
Sometimes two successions of similar structures proceed together 
in contrary motion to one another. In the Pavane pour une 
Infante Defunte similar structures in the treble proceed in 
contrary motion to perfect fifths in the bass. 
Pavane pour ~ Infante 
Defunte, measures 18 and 19. 
l rt will readily be seen that the contrary motion partially de-
stroys the effect of the similar motion and makes it less prom-
inent. Debussy used such methods onl y in En Blanc et Noir. 
-- -=~============================================~~ 
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Another example from t he Pavane illustrates the tendency in 
Ravel's work to interpolate notes, many of them nonharmonic, 
between the structures in a series. 
Pav ane pour une Infante 
D~funte, measures 28 and 29 . 
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This practice, too, tends to render the similar motion les 
obvious and distinguishes the style of Ravel from that of De-
bussy. 
The structures used by Ravel are not greatly different 
from those appearing in Debussy's music. In general, the music 
contains successions of intervals, triads and seventh chorda, 
in much the same proportion as in the work of Debussy . There 
are, however, certain significant differences. Ravel has used 
fourths to a greater extent than Debussy . His seventh chords 
are to be distinguished from those of Debussy by the fact that 
a greater proportion of them contain the interval of the major 
seventh and a greater proportion are incomplete. The example 
on page 23 illustrates t hese tendencies. Ravel's inclination 
toward less complex structures is a lso shown by the fact that 
h e used added notes in his simi lar structures less often than 
Debussy. The use of incomplete chords and the more sparing use 
of added notes both serve to partially destroy the impression 
of a series of blocklike chords. 
II 
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A rather curious distinction lies in the fact that 
diminished structures are much less frequent in avel's pro-
gressions of similar structures. He used diminished fifths 
occasionally, but no diminished sevenths or diminished triads 
have been found. The difference is particularly striking in 
the case of diminished triads. Debussy used the combination 
of major, minor and diminished triads many tirr:es; Ravel used 
major and minor triads only, except that on occasion augmented 
triads were added. The scarcity of diminished structures is 
doubtless another factor in making the quality of Ravel's 
music distinct from that of Debussy. 
3b(l). The uroportion of similar structures 
repeated according to a melodic, irregular pattern is even 
gre ~ ter than the proportion of equal structures so treated. 
All but a very few of the large number of successions of 
similar structures proceed according to a melodic formula, 
in the music of both composers. The illustrations on pages 
16-22 show some melodic patterns used by Debussy, and the 
. 
following examples, i n addition to those on pages 24-25, illus 
trate melodic patterns in t h e music of Ravel. 
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Petit Poucet (Ma Mere 
1 10ye), measures ~d 5. 
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Forlane (Le Tombeau de 1 
Couperin)-,-measures --
38-40. ' ' 
I\ A 
Toccata (Le Tombeau 
de Couperin), measures \) ('.>f 
11 - and 12. 
\) 
Valse VII (Valses Nobles 
et Sentim ntales), 
measures l and 52. 
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3b(2). Occasionally similar structures ascend or 
descend following a scale pattern. Usually the diatonic scale 
was used a s a pattern. In early Debussy we encounter seve r a l 
passages where similar structures descend by the diatonic scale 
Y-aj or and minor t h irds, major, minor and augmented triads in 
all positions, and seventh chords in root position and in t he 
t h ird inversion are some structures used wi t h the diatonic 
scale. Najor and minor triads appear in this illustration from 
27. 
Estampes . 
La Soiree dans Grenade 
TEstampes), measure 117. 
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seventh chords ith the diatonic scale. 
Poissons d' Or (Images), 
measure 8~ 
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The proportion of diatonic scale patterns, small at all times 
in comparison with melodic pat t erns, diminishes still further 
after the Images. A very few examp~es of ascending diatonic 
scale patterns are found in late Debussy. They do not appear 
at all in h is earlier compositions. The following illustration 
/ from the Preludes is the earliest one fo und. 
Danseuses de Delphes (Pr~ludes)-,-measures 1 [' ...rt~--T:~-t-
11 and 12. ~(§~~~~~~~~~~~~~~~--~~~~~~~~ 
f·---t~ 
A few scattered passages may be found wherein Ravel used the 
diatonic scale. In Alborada del Gracioso glissandos result 
in such a progression. 
28. 
Alborada del Gracioso 
(k iroirs):-IDeasure 175. 
In contrast to the fair number of equal structures 
strung by Debussy on the twelve-tone scale, no similar struc-
tures were found proceeding chromatically. Ravel used fewer 
similar structures than equal structures in this way, but more 
similar structures were used with the chromatic scale pattern 
than with the diatonic scale pattern . The following example 
contains major thirds, perfect fourths and augmented fourths 
or diminished fifths, the bass desc ending chromatically. 
11 .... 
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Neither Debussy nor Ravel makes use of the whole-tone scale 
with similar structures. 
3b(3). A few passages may be found in wh ich Debussy 
repeated similar structures at intervals of a third. The 
structures are invariably major and minor or major and augmentec 
triads. 
General Lavine (Preludes),~~~~~;7~,u~~~~~~~~~~~.~u 
measures 2-4. ~ 
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A avel, although he used no equal structures in this way, did 
repeat unequal seventh chords at intervals of a third in the 
~l enuet from Le Tombeau de Couoerin . 
A -e=• -(1-' 
.. r -f.· .::~: j(f~A~~~~~~~~~~~~~ Menuet (Le Tombeau de )~ 
CouperinT; measures-rl4-116. ~~ 0 . ~v~~~~~· 
From the foregoing discussion it must be clear that 
Ravel and Debussy between them have fairly well exhausted the 
possibilities of similar motion. For them it was as natural a 
process as contrary motion was for their predecessors. As used 
by Debussy it gives his music a new kind of color. The art of 
Debussy has often been likened to Impressionist painting, and 
the likeness is nowhere more striking than in the fact that 
Debussy used chords in the way Claude Monet used color. Monet's 
colors were placed in juxtaposition for the eye to mix at a 
distance; Debussy's chords were placed in juxtaposition for the 
ear to mix. Monet's technical methods produced an effect of 
shimmering light on his canvases; Debussy 's use of similar 
motion produces a somewhat similar effect, due to the fact that 
chords in similar motion are not tied to one another as are 
chords in contrary motion , but the color of each chord stands 
out by itself, unmingled with the others as it would be if the 
progression were taken in contrary motion. Ravel's music 
sometimes produces this shimmering effect; more often, due to 
the subtlety with which he uses similar motion, it adds here 
II 
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CHAP TER II 
Juxtaposition of Tonalities 
The principle of repetition of equal or similar struc 
tures often results in a rapid succession of chords each one of 
which is commonly associated with a key different from the 
others. This sort of progression might be illustrated by t h e 
passage from Alborada del Gracioso on page 4 , or by the exam -
ple f rom La Terrasse des Audiences du Clair de Lune on page 8 . 
I n Ravel's music this kind of abrupt change is carried over 
from simple chords to passages several measures in length. 
Because t h ere is a succession of chords in each apparent key 
it seems firmly establish ed . This type of progression takes 
takea · place in the Valses Nobles et Sentimentales, where a 
change is made from E ~ major to d minor and a similar change 
is made fro m Av major to g minor. 
Valse II (Valses Nobles et Sentimentales), measures 27-32. 
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In Ondine a change is made from C major to F4 ma j or . 
Ondine (Gaspard de la Nuit ) , measures 74 and 75. 
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There are other progressions similar to these occasionally to 
be found in Ravel's compositions. This kind of writing repre-
sents a break with the older traditions, which demand some kind 
of modulation between chords of different keys . The absence 
of modulation is one factor pointing toward the breakdown of 
the tonal system. 
--
33. 
CHAPTER III 
Melodies Repeated 
with Different Harmonization 
A characteristic of the styles of Debussy and Ravel 
is the harmonization of a melody in a number of different ways 
during the course of a composition. l'Jhen this happens in the 
music of Debussy we often find the melody appearing first alone 
as in La Fille aux Cheveux de Lin, or in octaves, as in Hommage 
\ 
~ Rameau . In Voiles the melody first appears in thirds. rhe 
melody in each of these compositions reappears with a different 
harmonization t ~ice. In the ~azurka there are four passages 
where the same melody is harmonized in different ways . The 
following is the simple, unaccompanied beginning of La Fille 
aux Cheveux de Lin. 
A few measures later the melody appears with a harmonization 
of dominant sevenths. 
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Measures 8-10. v. 
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In the latter part of the composition it appears again sup-
34. 
In Voiles also Debussy wrote three appearances of a melody, 
each with a different harmonization. The original harmoniza-
tion in thirds, appearing on page 8, is followed by one in 
which t h e t h irds remain but are accompanied by a b ~ pedal point 
and augmented triads . 
Voiles (Preludes), 
measures 15 and 16 . 
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On the third appearance of t h i s mel ody the triads are changed 
to seventh chords. 
\Vhen Ravel announces his melodies they are completely 
harmonized- - not, as in the case of Debussy, unaccompanied or 
in octaves . One of the s i mplest harmonizations appears in Ma 
Mere l ' Oye, for children. 
Pavane de la 
Belle au Bois 
Dorman~(Na Mere 
1 10ye), measures 
1-4. 
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Even this simple example illustrates Ravel's method of repeat-
ing melodies with different harmonies. Debussy, in selecting 
35. 
his harmony for the second or third repetition of the melody, 
a 9parently chose what his inspiration dictated at the moment, 
as t he change s of harmony in his music are varied . Ravel, on 
the other hand, had a method which he used in the majority of 
cases. On the repetition he usually chose harmony on a root 
a third or fifth lower, or higher, than the ori ginal. The 
result was t hat the upper tones of one harmony would be iden-
tical with the lower tones of the other. Furthermore, he 
usually emphasized the root by making it a pedal point or by 
repeating it at intervals, usually once in a measure. He kept 
the accompaniment figure in much the same rhythm on e~ch repe-
tition. The similar chord tones and accompaniment rhythm cause 
the harmonizations to sound much alike, with the exception of 
the prominent bass note. The above example from Ma k ere l'Oye, 
on page 35, and the repetition of t h e melody, b elow, serve to 
illustrate this process. 
Pavane de la 
Belle au Bois 
Dormant (r;ra-
ere l'Oye), 
measures 13-16. 
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The prevailing harmony in the first passage is ·tonic seventh 
in a minor, with the root, a, repeated every measure . In the 
second passage the prevailing harmony is subdominant seventh 
in a minor, with the root, d, held through each measure. ID is 
a fifth down fro m a. Therefore t h e fifth and seventh of the 
subdominant seventh chord--a and c--are also the root and third 
36. 
of the tonic seventh and the harmonies thus overlap. ~uarter­
note motion prevails in both passages. The general effect is 
much the same in both, except that the bass pedal point is 
different and the second passage is fuller than the first. 
The process is worked out a little differently in 
these examples fro m the Valses Nobles et Sentimentales . 
Valse III ~ (Valses Nobles 
et Sentimentales), 
measures 1 and 2 . 
Measures 57 and 58 . 
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Ravel has sometimes repeated mel odies wit h different 
harmonizations without recourse to the above formula . The 
following passages from the seventh waltz illustrate another 
method. 
(Vals es Nobles e t ValseVII 1 
Sentimentales), 
measures 51 and 52. 
Weasures 59 and 60 . 
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By whatever method t h e melodies are harmonized, t he 
process just described is unusua l and further distinguishes 
the style of these comDosers from those who preceded them. 
CHAPTER IV 
Melodic Outlining in Fourths and Fifths 
I 
Open fifths were used with f r eedom by Debussy and to 
a lesser extent by Ravel also. We have seen that consecutive 
fifths and octaves, and combinations of the two, are frequent 
in the music of these composers. But Ravel and Debussy have 
taken a step in the direction of making fifths still more 
prominent by writing them unaccompanied or with an accompani-
ment which does not give the impression of filling out the 
chord. Fifth s are featured in Debussy's Masques and Mouvement 
in much the same way. At the beg~nning of each composition 
fifths appear alone . 
Mouvement (Images), 
measures 1 and 2. 
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Later t he fifths are combined with various figures, most of 
which do not detract from the prominence of the fifths. 
Nouvement (Images), ~ 
measures 10 and 11. ( v 
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At intervals during the compositions octaves are added to the 
fifths. 
Mouvement (Images), 
measures 53 and 54. 
, _ _ 
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In Reflets dans l 1 Eau fourths and fifths with the addition of 
octaves form a passage in the pentatonic scale, as illustrated 
on page 22. / La Cathedrale Engloutie contains empty fifths 
hich are apparently a return to the organum of the Middle 
Ages . 
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(Preludes ) , me asure 1. 
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Ravel 1 s use of open fifths is more sparing than t hat 
of Debussy, or at le~st more fragmentary. The following is 
an example f rom Miroirs . 
A use such as this is more incidental than the use we have 
observed in the music of Debussy. 
40. 
CHAPT&q V 
Chord Building in Fourth and Fifths 
i 
Another phase of the prominent use of fifths and 
fourths is the building of chords on these intervals rather 
t h an on the conventional thirds. This unusual harmony appears 
a few times in t he comnositions of both composers. 
Debussy has written chords built on fourths and 
f i fths as early as Masques (1904). 
Masques, measure 126. 
These chords are a part of Debussy's technique in La Cathedrale 
Engloutie, as are also chords built on fifths alone. A pro-
greasion of such chords from thiscomposition appears on page 7. 
In Ondine Debussy wrote a succession of chords built on fourths 
alone. 
/. Ondine (Preludes), J 
measure 7. 
A succession of chords built on fourths appears in 
Ravel's Le Gibet. 
Le G1bet (Gaspard de la 
Nuit), measures 15 and 16. 
·-
41. 
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This kind of chord structure occurs somewhat less frequently 
t h an do other devices; yet its appearance is revolutionary, 
for music written according to t he conventional h armonic 
system in vogue at the time was i nvariably founded on chords 
constructed by thirds. 
42. 
CHAPTER VI 
Use of Seventh s and Ninths 
1 . Seventh and ninth chords have an especially prominent 
place in the music of Ravel and Debussy . Successions of seventh 
and ninths appearing in the music of both composers have already 
been mentioned . A_ great number of t hese chorda are found in 
such simila r motion pro gressions, but sevenths and ninth s are 
likely to appear almo s t anywhere, in many sorts of progressions . 
The following is an early example from Pour le Piano, by De-
bussy, including sevenths, ninths, and a t h irteenth . There 
is little or no feeling of similar motion. 
·r ~· a· n• 
c . Prelude (Pour le Piano), measures 158-162. ~: 
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Similar progressions of sevenths and ninths are found in Ravel's 
compositions, such as the passage below. 
Sonatine; First 
~ovement, measures 
84-87. 
1{- -, 
In Jeux d' Eau most of the chords are sevenths or ninths through-
out the whole composition. 
On occasion both Debussy and Ravel extended t heir 
seventh or ninth chords to a g~eat length t h rough t h e repeti-
tion of figures based on one or two chords. In Feux d'Artifice 
is a passage nineteen measures long, consisting of dmminant 
seventh chords with added seconds. In ten out of the nineteen 
measures the harmony is the dominant seventh in F; the other 
measures contain the dominant seventh in F# and its enharmonic 
equivalent, the dominant seventh in GO. Throughout the whole 
passage the figures used are very similar, and one fi gure 
repeats itself in more than half the measures. Below are two 
e xcerpts from th~s long passage, one in the harmony of the 
dominant seventh of F, and the other the dominant seventh of 
~. The similarity of the figures used in each measure is 
Feux d'Artifice 
~ludes), 
measure 25. < 
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In the Sonatine Ravel has ritten a passage twenty-two 
measures long i n ~ich t ' enty measures consist of repetition 
of f i gures from a fundamental dominant ninth h armony. The 
oth er t o measures are i mitative of these figures, but the 
harmony is that of a dominant seventh in another key. A 
short excerpt follo ws: 
44. 
Sonatine; Third Movement, measures 74-76. 
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In so far as there is repetition of similar figures at differ-
ent levels this type of passage seems to be a development of 
the principle of repetition of similar structures . The point 
of importance and particular significance here, however, is 
that in conventional music passages as long as these just men-
tioned seldom consist entirely of di ssonant harmony such as 
seventh and ninth chords . 
2. Long passages made up entirely of sevenths or 
ninth chords would b~ !mpossible under the conventional har-
monic system because resolution of the chords would be require 
All successions of such chords would be impossible for that 
reason . It is obvious, then, that Debussy and Ravel have 
omitted resolutions in many passages containing sevenths and 
ninths. The examule on page nine from ~n Blanc et No1r, t hat 
.. 
on page 10 from Ma Mere l'Oye, and both examples on page 43 
are only a few of the illustrations of this practice appearing 
on t hese pages up to this point. Sevenths and ninths , and 
dissonances in general,were very common in the music that came 
before Ravel and Debussy, but it was the practice to soften 
the dissonant element by resolving it to a consonance. These 
45. 
composers have taken the first step in writing dissonances for 
t h eir own sake by leaving seventh and ninth chords unresolved. 
The progressions of ~avel have a tendency to be 
smoother than those of Debu ssy . One illustration of this is 
his management of unresolved sevenths and ninths. In Ravel's 
waltzes appears a characteristic passage. 
Valse VII (Valses Nobles 
et SentliDentales), 
measure 63 . 
The dominant seventh chord at the beginning of the measure is 
not conventionally resolved, yet the progression is a smooth 
j one. The seventh, b~, remains in the chord of "resolution," 
instead of resolving naturally to a. The fifth, g , also remains 
instead of going to f. The chord of"resolution," mo reover, 
is another seventh--therefore a di s sonance. This method of 
retaining some notes of the chord and leading others degreewise 
is the usual way of n roducing a flowing movement without resol-
ving the di s sonance. Sometimes the dissonance is simply droppe 
and t he rest of the ch ord remains. This, of course, is not as 
smooth a progression as the preceding, but it is less abrupt 
t han many others used by the two composers. The example from 
Alborada del Gracioso on page 40 is one in which a ninth chord 
is followed by the root and fifth only, the rest of the chord 
being dropped. Many passages could be cited where Ravel did 
not soften the effect of nonresolution as he has here , but thes 
46. 
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methods are characteristic of his s tyle . 
CHAP'rER VI I 
The Technique of Added Notes 
A common device in music prior to that of Ravel and 
Debussy was the use of ,the appo ggiatura. The entrance of t h e 
appoggiatura often involved striking the note a second, a fourt 
or a sixth from the root of the chord simultaneously with the 
chord itself. The nonharmonlc tone was eventually resolved, 
h owever, to a chord tone. Debussy and Ravel have written t hese 
familiar combinations, but in many cases without resolving the 
appoggiatura. The nonharmonlc tone, thus unresolved, has be-
come an added note. 
la. A frequently recurring added note combination 
is the addition of a second to a triad. It appears in the 
music of both composers. Debussy usually added a major second 
t o a ma.1or triad, although on a very few occasions minor triads 
and minor seconds appear. The greater number of these added 
seconds a re to be found in the Preludes, but a few are from 
earlier compositions--from Pour le Plano, Masques, Images and 
t:he Ch ildren's Corner. A typical example is t h e following : 
l'-e-
~~ J (~~~~~~~~~~~~~ La Cathedrals Engloutle ~ 1 ~ '-#- 7 ~ TPr6ludes), measure 19 · .-.-1 r-J» XlJ 
( 
On some occasions Debussy used a major triad with added major 
s e cond as the final chord of a composition. 
48. 
La Puerta del Vino 
TPr~ludes)-,-measures 
86 - 90. l 
~~-~-------~~ 
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These illustrations are instances of the use of a major second 
with a minor triad a nd a minor second with a major triad. 
Bruy~res (Preludes), 
measure 34 . ~ 
( 
Brouillards (Preludes) 
measure 29. 
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/ Other examples contemporary with or later than t he Preludes 
/ / . ,-
are found in Six Epigraphes Anti aues, the Berceuse Heroigue, 
La Bolte ~ Joujoux, and En Blanc et oir . 
~avel also makes fre quent use of the c ombination of 
major tri ad and maj or second, as in this example from Albo-
~ del ~racioso 4 This example contains both an added second 
and an added sixth. 
Alborada Del Gracioso 
( Miroirs)~easure 91. 
I [) 
In a few cases we find major s econds used with minor triads. 
An illustration of this practice appears in the Toccata from 
Le Tombeau de Couperin. 
Toccata (Le Tombeau 
de Couper In) , 
measure 225. 
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The main distinction between the use of this device by the two 
men is that Ravel alone used the minor second frequently. In 
all of Ravel's music which has been considered the minor 
seconds appear added to majo r triads , as in the example below. 
Valse I (Valses Nobles 
et Sentimentales), 
measure 25. 
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In Alborada del Gracioso minor seconds are added to major 
triads lacking fifths . 
Alborada del Gracioso 
(IV1 iroirs )-:Tiieasures 
1 and 2. 
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lb . Only a few examples of fourth s added to triads 
may be found . The number is small in Debussy's music, and 
even smaller in that of Ravel . Perfect and augmented fourths 
added to major and minor triads are the combinations used . 
One perfect fourth appears added to a diminish ed triad during 
50. 
a succession of similar triads with added fourths . The follow-
ing is an example from Debussy illustrating the combination of 
p erfect fourth and minor triad . 
Et la Lune Descend (Images ) , 
measure 45. 
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In -~0attledrale ~ngloutie a perfect fourth is added to a 
major triad. 
La Cathedrale Engloutie 
TPreludes), measure 22 . 
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/ In Les Iees Sont d'Exguises Danseuses Debussy has added an 
augmented fourth to a minor triad. 
,.. 
• 
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Les Fees Sont d'Exguises 
Danseuses-rPreludes) , 
measure 1. 
~~~ ~ 
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I c. Sixths are the most numerous of all notes added 
to triads. The sixths found are almost always major sixths--
in the case of Debussy they are invariably, in the compositions 
considered. Debussy usually added the major sixths to major 
triads, as in the example below, which also illustrates his 
occasional use of triads with added sixths at the end of a 
composition. 
51. 
Ce gu 'a Vu le Vent 
d"Touest TPreTud:es), 
measures 70 and 71. 
Sometimes minor triads with added major sixths appear , as in 
the following example, where an added sixth appears with an 
added second. 
Toccata (Pour le Piano), 
measures 50 ana-51. 
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In a passage from La Puerta del Vino a series of minor sixths 
added to major triads appears. 
La Puerta del Vino 
TPreludes)~easure 
52. 
Ravel' s added sixths are found somewhat more fre-
quently than those of Debussy, and he makes more frequent use 
of minor sixths particularly. This distinction between the 
methods of the two men parallels the use of added minor seconds 
by Ravel alone . The following example illustrates the use of 
the minor sixth with a maJor triad. 
Alborada del Grac ioso 
Criroirs) :measure 30. 
52. 
Another example illustrates the use of minor sixth and minor 
triad in combination. 
Rigaudon (Le Tombeau de 
Couperin), measures 3 and 
By far the most common combination, however, is the major 
second with the major triad, as in the case of Debussy. The 
following is an example from Miroirs. 
Vne Barque sur l'Ocean 
(M.iroirs), measure 43. 
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ld. Occasionally the added note technique serves to 
confuse tonality by appearing in the form of an extra third or 
fifth . At times it is difficult to determine which form of th 
interval is more Tiq:ortant thtn i:the other. lhis retboa be1.ongs parttcu-
l a rly to Ravel, but it appears also in Debussy's music, espe-
cially in his later works. One example appears as early as 
Images, however. It illustrates the most frequently appearing 
combination--major and minor t h irds. 
Poissons d'Or (Images), 
measure 1. 
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Although the minor thirds are written as augmented seconds, as 
53. 
played they have the sound of minor ~~~~~==================~======= 
One passage appears in which a major and a minor third appear in 
a diminished triad. The a~ is the equivalent of ~· 
ri- 1'1 ~ 
/ , 
Lavine (Preludes), L~ General \) -+-measure 17. 
Ravel makes more frequent use of the triads containing 
major and minor thirds. Some of these minor thirds are also 
written as augmented seconds. 
Concerto pour piano 
et orchestre; ~irst 
Kovement, measure 216. 
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Both composers sometimes wrote triads with two forms 
of fifths, but only rarely . In nearly every case the triads 
contain major thirds, as in the example on page §~ from De-
/ bussy's Preludes. When writing two fift h s in a single triad 
both men chose augmented a nd perfect fifths, rather than per-
feet and diminished, as we see in the example on page 51 and in 
the following example from Ravel . 
54. 
Forlane (Le Tombeau de Couperin), 
measure 5-.-
In one passage from Ravel's Scarbo the chord containing perfect 
and augmented fifths lacks a third. 
Scarbo (Gaspard de la Nuit), 
measure 103. (l~\~.;~-tt~~a~~~~~~ 
2a. The technique of writing these unresolved ap-
po ggiaturas is more extensively employed with both seventh and 
ninth chords than with triads. We have the same added notes--
seconds, fourths and sixths, but as a whole they appear more 
often added to sevenths or ninths than to triads. Seconds are 
the least numerous of the notes added to sevenths, but a fair 
numb~r of them are tote found. A second and a ninth are the 
same, except for the difference of an octave, and as both ap-
pear with various positions of the seventh and in varying rela-
tions to it, the distinction between added second and unresolve 
ninth is often very slight. 
In Debussy's music the chord is almost invariably a 
dominant seventh. Usually the interval added is a major second 
although there are also a fair number of minor seconds. The 
following example from Images illustrates the use of a m~jor 
second. 
-
55. 
Et la Lune Descend (Images), V 
measures 4 and 5. < 
Two more passages from Debussy illustrate varied ways of using 
the minor second. 
Pour un Tombeau sans 
Nom TSix ftpigra:phes 
Antiques), measure 16. 
En Blanc et Noir; 
No. I, measure 219. 
( 
I 
~ 
( 
\) 
I 
I 
, ¥, 
~-
n 
__,_., c... 
. 
v IJ 
orB-· 
l 
1'1 
I ·. :*~. 
In Ravel's compositions we find much greater variety 
in the form of the seventh chords to which the seconds are 
added. There are ~ greater number of minor seconds, as a lso 
was the case with seconds added to triads. In the following 
passage a minor second is added to a dominant seventh , al though 
56. 
it is written as an augmented octave. 
Sonatine; Third i 
Movement, measure 
140. 
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Another pas sage from the same composition contains a maj or 
s econd added to a dominant s eventh. 
_ Sona tine; Third 
Uovement, measure 143. 
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For one passage in Alborada del Gracioso Ravel chose a major 
second added to a seventh chord with minor third and seventh. r"'~ 
Alborada del Gracioso 
Tf.IrOirS)~easure 75. 
2b. Fourths added to seconds or ninths play a larger 
part in the added-note technique than seconds. They appear 
more often in Debussy's later music, but two examples are found 
as early as Pour le Piano, one of a perfect fourth added to a 
supertonic ninth, and the other of perfect fourths added to 
dominant s evenths. r~ I ~ Toccata (Pour le Piano) ~ , lJ ~ .... ::t. measures 109-113. 
""" 
-;! 
57. 
Sarabande (Pour le Piano), 
measure 67.--
These examples are typical of much of Debussy's music, as per-
feet fourths are used more frequently than augmented fourths, 
and the chords most often used are the dominant seventh and 
the seventh chord with minor t h ird and minor seventh. The 
ninths, howeve r , as appearing in t?e illustration fro m Toccata, 
are less frequent than the sevenths. Other passages involving 
perfect fourths are found in Ondine, where a perfect fourth 
and a minor sixth are added to a tonic seventh, 
Ondine (Preludes), 
measure 4o. 
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\ '"" c and in Hommage ~ ~- Pickwick ~sg., I·~·M·~·-·· where the fourth 
is added to a leading-tone seventh. 
Hommage ~ ~· Pickwick Esq. 
P • P . 1'1 • P . C . ( Pr~n ude s ) , 
measures-8 and 9 . 
Several passages appear in which augmented fourths have been 
58. 
added to dominant ninth chords. 
Ravel, like Debussy, wrote added perfect fourths more 
often than augmented ones. Like Debussy, he sometimes added 
the perfect fourths to dominant sevenths, but more often to 
dominant ninths. In the following passage perfect fourths are 
added to chords in the form of dominant ninths, although writ-
ten as augmented sixths with ninths added. 
Valse I (Valses Nobles 
et SeBtimentales), 
measure 1. · ) . 
A more unusual combination is that of perfect fourth and lead-
ing-tone seventh. In the example below the seventh is in the 
second inversion. 
Jeux d'Eau, 
measure 10. 
\ 
Ravel was more strongly inclined toward the use of 
augmented fourths than was Debussy, and he used them in varied 
ways. Like Debussy, however, he did use t h em with dominant 
ninths. 11~~~ .. ~~~~I~~~~I~~ 
Forl ane (Le Tombeau [[ 
de Couperln), measure 2 . V 
Another example illustrates the combination with a dominant 
seventh in the second inversion. 
59. 
I 
Scarbo (Gaspard de la Nuit), ~ 
measure 311 . ( ,r I #-- ,..,.--
. 
2c. Sixths added to seventh s and ninths are the 
most frequent visitors of all, in the music of both composers . 
Sixths, as well as fourths, are introduced by Debussy as early 
as the suite Pour le Piano . By far the greater 'number of 
Debussy' s added note s are major sixths added to dominant sev-
' / 
enth chords, as in this example from the Preludes . 
Feuilles Mortes (Pr~ludes) , 
measure 12. 
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( r On page 21, in the illustration from Ond1ne, is a combination 
more rarely encountered , that of major sixths with dominant 
/ 
ninth s. In Pou! l' Egyptienne a major sixth has bee n combined 
with a minor tonic seventh. 
/ 
Pour l'Egyptienne (Six 
EP!Sraphes Antiques~ 
measure 3. 
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There are very few added minor sixths in Debussy's composition 
60. 
and those which do appear are in his later works . There are 
examples of minor sixths added to dominant sevenths lacking 
fifths, such as those in En Blanc et Noir and Pour la Danseuse 
aux Crotales . 
Pour la Danseuse aux 
JrOtales (Six Epigraphes 
Antiques), measure 48 . 
~ . 
In Brouillards appears a diminished seventh with added minor 
sixth. 
Brouillards (Preludes), 
measures 50-52. \.1 
" 
The ever-present dominant sevenths with added major 
sixths are numerous in Ravel's music as well. A typical exam-
ple appears in Le Tombeau de Couperin. 
Prelude (Le ~ornbeau de 
Couneri~),-measures 4,3-
and 44. ~ 
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Sometimes the dominant seventh chord is misspelled or altered, 
as in the next two examples. The dominant seventh in Scarbo 
is the equivalent of t hat in the key of E. 
Scarbo (Gaspard de la Nuit), 
measure 306. 
61. 
Valse VI (Valses Nobles 
et Sentimentales), 
measures 4-6 . 
When major sixths are not added to dominant sevenths, they 
often appear added to dominant ninths, sometimes with the ninth 
written as an augmented octave . 
Concerto pour piano et 
orchestre, measure 168 . 
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The seventh chords with major seventh, which appear so fre-
quently in Ravel's music, are other structures to which major 
sixths are added. 
Valse I (Valses Nobles et 
Sentimentales), measure 7. 
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vinor sixths play a less i mportant part in Ravel's 
technique of add~tion of notes to seventh chords, but they are 
more numerous than the minor sixths in Debussy's compositions. 
They appear added to dominant seventh chords, as might be ex- ~ 
pee ted. 
62. 
I 
II 
Scarbo ( ~ asnard de la Nu1t), ~ 
measure 305. l.~~~~~~~~~~~ 
' A very few passages have been found in which other chordsare 
used with minor sixths. 
2d. The inclusion of more than one form of an interva 
in seventh or ninth chords is a method developed primarily by I' 
Ravel, though several instances may be found in Debussy's music. 
An examnle of duplication of thirds, in major and minor, is 
found in En Blanc et Noir . 
~ + -+- + -+- =t __,.. l= -+- ~ 
En Blanc et roir; 
No. I, measure 45 . i 
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The following are like examples found in Ravel's music. In 
Alborada del Gracioso major and minor thirds appear in a ninth 
chord. 
Alborada del Gracioso (Miroirs), 
measure 97. 
In t he Valse I a long sequential passage is devoted primarily to 
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------~========~=~==~-==-,!==== 
,. 
II 
I 
I 
--- ------------
seventh chords with major and minor thirds and incom~lete 
seventh chords with major and minor sevenths. A part of this 
passage follows. 
Valse I (Valses Yobles et 
Sentimentales) , measures 
57 and 58 . 
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No seventh chords were found in which Debussy include~ 
fifths in more than one form. Such passages are not as frequent 
in Ravel's music a s are sevenths with more than one third. 
Perfect and augmented fifths are included in measure 2 of For-
lane from Le Tombeau de Counerin, already appearing on page 59 . 
1
'fe have already seen that Debussy wrote both minor 
and diminished sevenths for chords in Mouvement from Images. 
The passage referred to is reproduced on page 6 . d e have seen 
also that Ravel included major and minor sevenths in one chord, 
in the examnle fro m Valse l above. Ravel 's technique included 
combinations of diminished and minor sevenths as well, as is 
demons trated in Valse IV . 
Valse IV (Valses Nobles et 
Sentimentales), measure 34 . 
~ ,. 
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3. The added-note devices which have been described 
: 
I 
I 
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I 
play a part in fo rming the "clusters" of notes wh ich are a 
characteristic of t h e music of these two composers. Clusters 
li 
I 
I 
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are made up of two or three notes, usually a major second apart, 
though sometimes they form an interval of a minor second. The 
illustration from Debussy's Feuilles ~ ortes on page 60 is a case 
where an added major second helps to form a cluster, placed, as 
it is, adjacent to the root of the chord. The seventh, too, 
has been placed on the other side of the root, forming a still 
larger cluster. In the illustration from Genera l Lavine on page 
54 a similar formation appears except t hat one of the seconds 
l is minor. In this example the cluster is formed by a major 
1 third, a minor third, and the 
I Sometimes the clusters have a 
diminished fifth of a triad. 
more exposed position, as in this 
example from Ravel. 
Jeux d'Eau, measure 18. f11rt11 
j! At other times they are the result of adding intervals to other 
intervals. In the example below perfect fourths are added to 
perfect fifths, with the reault that the major seconds thus 
formed are rather prominent. 
(\ ... 
La ~oite ~ Joujoux; 
Third Tableau , measures 
103 and 104. 
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Such clusters of notes confined within a small range 
are still another manifestation of the tendency toward dissonance 
in the music of Debussy and Ravel, as is the technique of added 
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sevenths and ninths unresolved, so they left nonharmonic tones 
unresolved,--another step pointing toward the writing of dis-
sonance for its own sake, rather t han as the prelude to con-
sonance. 
I 
I II 
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CHAPTER VIII 
Eleventh and Thirteenth Chords 
The conventional harmonic scheme , including triads an 
seventh and ninth chords, was occasionally e xtended by Ravel 
and Debussy by adding thirds above ninth chords to form chords 
of the eleventh and thirteenth . With Debussy this process oc-
II 
I 
J 
curred very rarely; in Ravel's music it appears more frequently. 
An overwhelming majority of these chords are unre-
solved. An unusual example appears in early Debussy, however, 
in which the thirteenth is resolved. This chord appears in 
measure 160 of the passage fro m Prelude on page 43 . An example 
from Debussy of an unresolved t h irteenth appears below. 
En Blanc et oj r; 
No. I, measure 16. ~ 
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Ravel's use of these chords began early with an elev-
enth chord in Pavane pour une Infante Defunte . 
Pavane oour une Infante 
Defunte, measure 8. 
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In the Valses Nobles et Sentimentales · and in other later compo-
II s itions of Ravel t he construction by t h irds is made especially 
prominent. 
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Valse I (Valses Nobles et I 
Sentimentales), measures 
17 and 18. 
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An important feature of thirteenth chords is that t h ey 
include every degree of t h e diatonic scale, and eleventh chords 
likewise include every degree of the scale but one. Such com-
binations are naturally dissonant ones--at least, when judged 
1 
by conventional standards--and furthermore, as we have said, 
I the diss·onance usually was not resolved. The wide spacing of 
· these chords, however, renders t n em less di ssonant than would 
I be t he case if the same ch ord tones were confined to a smaller 
spa ce. 
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Ca~PTER IX 
Unusual Final Cadences 
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CHAPTER X 
Experiments with Unusual Scales 
'i 
'I I 
I 
I 
1. Of the s e two comuosers Debussy alone made use of 
the whole-tone scale. One composition of his, Voiles, is 
constructed entirely by whole tones except for six measures. 
1/ 
I Passages fro rr this composition have been quoted on page s 8 
and 35. In most of Debussy's work the whole-tone influence is I 
~~ 
less marked. It appears in passages up to sixteen measures 
long in Pour le Piano, and in passage s of varying lengtn from 
several compositions in Images. An exampl e from Cloches~ 
Travers les Feuilles appears on page 1 2 . 
With the exception of Voiles from the first volume, 
mentioned above, the Preludes show less wnole-tone influence. 
Fewer of the comnositions contain such passages and the pas-
sages are shorter t han the earlier ones. In compositions 
/ 
later t h an t h e Preludes some whole-tone influence is felt but 
it is more fragmentary. Whole-tone structures or melodies are 
combined with other structures in these later works more often 
than in the earlier ones, thus assuming a more subordinate 
position. Such passage s are used as flec k s of contrasting 
color rather t h an as primary colors. Color contrast within 
the whole-tone scale is unusually limited since the steps o 
t h e scale are all e qual and the triads, a ll au gmented ,ar e also 
equal. Combined with other scal e s, however, it provides a 
real contrast. 
2. The pentatonic or five-tone scale is one the 
peculi a r cha rm of which appealed to Debussy. It was used to 
a lesser extent by Ravel. While Debussy's use of this scale 
I 1as more spa ring tnan his u se o f the whole-tone sca le, it ap-
1 
pears b oth in earlier a nd in later compositions. Pentatonic 
sca le passages are more fre quent in Debussy's earlier music. 
I One early composition, Pagodes from Estamues, has a melody 
I entirely i n the pentatonic scale. Most of the comuosition 
II 
is built on t h is scale, but some passages con.bine the penta toni 1 
melodv with harmony not in the scale, as in t h e following 1! 
I 
I 
I 
l 
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If l~S more spa ring tnan his us e o f the whole-tone sca le, it ap-
pears both in earlier a nd in later compositions. Pentatonic 
scale passages are more fre quent in Debussy's earlier music. 
One early composition, Pagodes from Estamues, has a melody 
entirely in the pentatonic scale. Most of the comuosition 
is buil t on t h is scale, but some passages co~bine the pent a toni 
melody with harmony not in the scale, as in t h e following 
measure. 
Pagodes ( Estampes), 
measure 5. 
C> 
A passage wh ich is entirely in t h e pentatonic sc a le, tak en 
from this composition, has already app e ared on page 19. 
An interesting parallel to this composition anpears 
in L~ideronnette, Imueratrice de s Pago d es, by Ravel. This com-
position too has a melody entirely p ent a tonic and h armony much 
of which is pentatonic • The following is a short excerpt. 
Laideronnette, Imperatrice 
des Pagodes ( ~r a M re l' Oye), 
measures 9 and 10. 
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In each composition an Oriental subject has been treated with 
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melody and harmony based on an Orientar-scale. 
Neither composers, however, has confined the use of 
the pentatonic scale to Oriental subjects. Debussy has written 
a short passage in Voiles in the pentatonic scale. ~laches a 
. / / travers les Feu1lles, Wasgues, General Lavine, La Fille aux 
Cheveux de Lin, and Pour emercier la Plu1e au Matin are some 
of his compositions in which he has written passages in 
this scale . Short passages appear in Ravel's Jeux d'Eau and 
Une Bargue sur l' Ocean. 
Because of the ~bsence of a leading tone the five-tone 
scale is capable of little harmonic contrast within itself. 
1herefore it is not surprising that the scale has been used 
mainly as a contrast to music in other scales. The two compo-
sitions in which it was used almost exclusivel y required an 
Oriental effect which that scale could create . 
3. The church modes, almost obsolete except in church 
music for several centuries, were revived by Debussy and Ravel . 
They have not been used extensively by either of these composers. 
For the most part modal pa ssages are very short or take the 
form of characteristic cadences giving a modal flavor to comuo-
sitions otherwise nonmodal. 
The natural minor or Aeolian mode is one of those 
used most fre auently. It apuears in parts of Debussy's 
' , ,, ~!a zurka, Hommage a Rameau, Berceuse Hero laue and Sarabande . 
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Sarabande 
(Pour le Piano) , 
measures 17-22 . ( 
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~xamplea f rom Ravel a re found in the waltzes , in Sonatine and 
in Pavane de la Belle au Bois Dormant. The following is an 
illustration from Sonatine . 
"* 11- p I 
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Sonatine; \) ~ bJd '1 ~ 
First .ovement, (\ .J. At .. , 
measures 1-3. l 
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Of the other modes the Dorian is particularly charac-
teristic of Debussy's music, appearing in Suite Bergamasque, 
/ 
Images and Six Epigraphes Antiques. 
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Pour la Danseuse ) 
aux Crotales (Six ( 
EPI~raphes AntiQUes), 
measures 1-10. 
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In La Cathedrale Engloutie the Lydian mode makes a brief appear-
ance. 
The fairy-tale atmosphere of Ma ~ere l' Oye is en-
hanced by the strangeness of Phry gian progressions, as well as 
by passages in the Aeolian mode and the pentatonic scale. Le 
Jardin Feerique is one in which Ravel has made use of the 
Phrygian mo de . 
--------
./ . Le Jardin Feerlque 
(!Ir a l\' ere 1.~~), 
measures 18- 21. 
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A modal effect has b een secured by writing such char-
acteristic cad ences as those wi t h the modal dominant, illustrated 
in this example from Ravel. 
Forlane ( Le rombeau 
de Couperin), measures 
Sand 9. 
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A modal feeling exists in such a passage as the following fro m 
Ravel's concerto. Th e exampl e is from t he orchestra reduction. 
Concerto pour piano 
et Orchestre; First 
Movement, measures 
219-221. 
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The melody in this exampl e d escend s f rom g to g an octave below. 
In the first half of its descent it proceeds acco r d ing to the 
s cale o f G ma . or; i n the l as t half according to the scale of E ~ 
ma jor. Since it end s on a tonic t riad on t h e third of the 
major scal e t h is last h alf of the melody is in the Phrygian mode. 
II 
~he harmony does not ke ep to t h e mode entirely but the passag e 
d oes have a modal flavor. A modal feeling exists in many pas-
sages wh ich are not modal, b ecause o f t .1 e widespread use of 
secondary sevenths and the resulting infrequency with wh ich 
~ajor dominant triads and tonic triads appear; these ch ords are 
the foundation of our present ma jor and minor scal es, and their 
~bsence tends to give a passag e a modal feeling. 
All of t he se modes and unusual sca les have given t he 
music of Ravel and Debussy a vagueness of tonality and a strange, 
other-worldly air for a world accustomed to the vi gor of the 
major and minor diatonic scales. No one of t h ese unusual scales, 
h owever, has been used by either composer to the exclusion of 
rna or a nd minor scales. They have been skilfully blended with 
oth er devices in each case so as to produce music which has an 
individual style of its own. 
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CHAPTER XI 
Polyharmony; Polytonality 
II 
The work of Debussy, supplemented by t h at of Ravel, 
has been the source of t h e t wentieth -century trend toward poly-
harmony and polytonality . Of the two, polytonality is more 
frequently found in t h e writings of both men. Polyharmony was 
fo und in ~n Blanc et Noir alone, of all Debussy ' s mus ic wh ich 
wa s considered . Several such passages appear in t h is group of 
compositions. The following is one in wh ich t h e scale of D 
major appe a rs simultaneously with a succession of triads in the 
fi r st inversion over a dominant pedal point. 
~n Blanc et Noir; 
No. I , measures 
91-94. 
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Polyharmony appears more often in the music of Ravel, t h ough not 
a s often as polytonality. A type of polyharmony found occasion-
ally in h is works appears 'in yalse 1, wh ere an auth entic cadence 
in the bass is combined with a plagal cadence in t h e treble. 
+ -:t-, ~ (~~~.~~~~~~~-~~~~~~ Valse I (Valses Nobles et Sentimentales), H . 
measures 19 and 20. 
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Example s from t h e Concerto parallel t h e illustration fro m En 
77. 
Blanc et Noir in that they involve structures in similar mo tion. 
Other polyharmonic passages may be found in Ondine from Gaspard 
de la Nuit, Une Barque sur l'Ocean from Niroirs, and in the 
waltzes. 
Polytonality was a part of Debussy's vocabulary during 
the period from the comuosition of the second volume of Preludes 
until his death, although for the most part it was sparingly 
used. In Feux d'Artifice from the s econd volume of Preludes 
we find a passage "quasi cadenza," in which an F major tonic 
triad and a dominant seventh in DP frolic over the keyboard. 
(- ----, 
In La BOlte ~ Joujoux signatures in ~ and BP appear simulta-
neously, a fact which demonstrates that Debussy's conception of 
the passage was polytonal. 
;:. \ La Boite ~ Joujoux; 
Second Tableau, 
measures 258-259. 
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Other polytonal passages were included by Debussy in Six Eui-
graphes Antiques and En Blanc et Noir . 
Ravel has made use of polytonality rather consistently 
except in his very arliest compositions, although he has con-
fined it to brief and scattered passages. In Ondine a series 
-=4==--
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of triads proceeds simultaneously with a series of diminished 
sevenths in a cadenza-like passage similar to the one from Feux 
d' Artifice quoted above. Several examples occur in Une Bargue 
sur l' Ocean. Another appears in the minuet written to commemo-
rate the hundredth anniversary of the death of Haydn. 
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l_enuet sur le Nom de 
Haydn , measures-38-41. 
.. 1 J -'I.l~ ~ d~Jw.. ~4-
~ ·>< 'f 
i..f< "" '( .. .. -:& - loi 
. . Jo 
-..;::: 
;:rrJ 
\ --:.!F-
The use of polytonality is more extensive in the Concerto than 
in any of avel's other works which were considered. Whereas 
most of the polyto nal passages are very brief, in the Concerto 
they sometimes extend as long as thirteen measure s . The follow -
ing is part of a long poly tona l p a ssage. 
Concerto pour piano 
et orchestre; Fi r st 
Movement. reas ures 
1 and 2. I 
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The right hand solo part a nd the right hand of the orchestral 
reduc tion are in the key of G and the left hand of the piano 
solo is in~. Some of the chord tones in the left hand of the 
79. 
orchestral reduction are in one key and some are in the otner . 
Another example fro~ the Conce rto illustrates t he combination of 
a major key and it s relat i ve minor. 
l 
Concerto pour piano 
et orchestra; Second 
Movement, measures -( 
46-48 . 
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Thus we see that Debussy and Ravel presented a ten-
dency, stronger in the later ~ears of Debussy and in Ravel's 
concerto, to write passages in two keys simultaneously and 
passages within one key which included different harmonies 
simultaneously. The comnositions in which such music aupears 
are more frequent in Ravel, but neither composers has given 
this sort of writing more than minor importance. Polyharmony 
and polytonality to them are simply devices to be used as needed 
or wanted, rather than systems to be used for complete -composi-
tions. 
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CHAPTER XII 
Summary 
In concluding t h is study of the niano comn ositions 
of Debussy a nd Ravel it is intere sting to note the differences 
in method and i n development of style which exists between 
the s e two comn osers, contempora ry with each other as they were 
and simila r as they were in their harmonic methods. 
When the fi rs t composition of Debussy's wh ich we have 
considered, the Mazurka (1891), wa s written, several n iano 
works and many compositions for other mediums had already 
occupied h im, yet t h is music is not prophetic of that which 
he was to write a little late r. During the years 1 890-1905 
Debus s y was work ing on Pour le Piano, Lindaraja, Estampes, 
Masgues, the Suite Bergamasgue and the first volume of Images, 
Pour le Piano and the Suite Bergama s gue having been comn osed 
over a peri od o f years . During this period he developed the 
technique of simila r motion, using similar structures a nd a 
smaller number of e qual structures of t h e simpler kind. 
Added notes we re us e d very occas ionally. Many of the compo-
sitions contained modal p as sages or made use of the pentatonic 
or the wh ole-tone sc ale. 
From 1906 to 1910 the second volume of Images, the 
Children's Corner and the first book of Preludes were in the 
process of comnosition. With thes e suites Debussy d eve loped 
similar mot ion still furthe r b y using more equa l s t ructures 
and more comn lex s tructures , both equal and une qual. With the 
/ Preludes he first used twe lve-tone scale patterns with e qual 
structures, in add it ion to the melodic pat terns wn ich h a d 
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appeared almost e xclus ive ly up to that time. Added notes, too ==~======== 
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became more numerous in these works. Modal passages were 
infrequent; whole-tone or pentat.onic s cale passages appeared 
occasionally. 
During the years 1910-1915 Debussy was busy with the 
/ ~ ' 
second volume of Preludes, La Bolte ~ Joujoux, the Berceuse 
I" • .... 
Heroique,the Six Epigranhes Antiques a nd En Blanc et Noir. 
In general the trend of develop ment already in motion continued 
further. ~qual structures a nd similar structures march across 
pag e after page of his work; a dde d notes appea r more frequently, 
and a few polyharmonic and polytonal p a ssages are to be found, 
especially in En Blanc et Noi£· Modes and unusual sc a les 
reappear for the speci a l effects re a uired by Six Euigraphes 
Antia ues. It is apparent that Debussy's ork bec ~me increa s-
ingly devoid of definite key feeling , pointing the way toward 
atonality. 
Such has also been the charac ter of Ravel's music, 
but a s re gards development there is little to say. Ravel's 
first published pi a no composition, the Pavane £Q~£ une Infante 
Defunte, was written in 1899, when Debussy had not yet compl eted 
1 
a piano work which prophesied anything of h is later style.-
The Pavane, while not fully characteristic of Ravel's later 
style, does g ive somewhat of a foret a s te of rhat is to come, 
1. Debussy's orchestral orks a nd Pellea s and Melisande, 
written before the turn of the century , were farther a dvanced 
h a rmonically tha n t h e piano n ieces of the period. His music 
undoubtedly influenced Ravel's early work , but bec a u s e the fact 
is n o t s ;10wn by the piano comuositions it a s not been discussed . 
-T 
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since similar motion, the added-note technique and an eleventh 
chord all have a place in this short composition. After the 
Pavane the other piano compositions of Ravel show surprisingly 
little change in method. To be sure, all of his works do not 
yield the same analys is, but no general trend can be traced, 
as far as the use o f unconventional devices is concerned . One 
possible exception may be the unusually large amount of ooly-
tonality found in the Concerto (1930-1932). This composition 
was finished fifteen years after the latest group of composi-
tions for piano a lone whi ch was considered, Le Tombeau de 
Couperin .l There is too little evide nce to say whether the 
increase in uo l ytonality is a definite change in style, but 
the possibility of influence from other modern comuosers 
writing in the polytonal vein would lead one to believe the 
added im'')Ortance given to such writing may be si gnificant. 
While studying Ravel's mus ic one gath ers the impression 
that he is held less tightl} in the grip of his devices than 
Debussy. In Debussy's later music particularly, one has the 
feeling that the unconventional devices used are more important 
than the music ; with Ravel the devices are subtly combined to 
form a musical pattern -- that is, they are subordinated to 
that pattern. It is this very subtlety that one may perhaps 
1. Only one com~osition for piano a lone intervened between 
Ee Tombeau Q~ Couperin and the Concert o. This was Sur le Nom 
de Gabriel Faure, Ravel's las t piano work , written in 1922. 
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find a trend of development in Ravel' s music . In his later 
piano works, notably the Valses Nobles et Sentimentales and 
Le Tombeau de Couperin, he seems to have mastered even more 
surely than before the art of writing music so as to conceal 
the method of construction. 
In spite of their differences, however, Ravel and 
Debussy have fundamentally a great deal in common. ~oth broke 
with the conventional harmonic system and instituted new 
harmonic devices which we have described. These devic e s 
tended toward dissonance and away from definite tonality. As 
c a rried to their extreme log ical conclusion by other twentieth-
century comuosers t h e processes of these two men have resulted 
in polytonalism and atonalism. But as used by Debussy and 
Ravel, these idioms have g iven their music a piquant quality, 
less dissonant than that of some other moderns, but distinct 
from the music which came before. 
84. 
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